tribe and village. Arts affected by urbanization or colonialization are thought to be little more than polluted versions of the real thing and, therefore, not worthy of serious attention. Contemporary arts are equally neglected because they are not considered real arts. Instead, most scholars spend their time preserving the "traditional" by feverishly gathering and describing field data in order to record it on paper and in visual form before it disappears entirely. Unfortunately, theory-feminist or otherwise-has no place in this preservationist perspective.
Despite these limitations, research on women has carved a small niche in the study of African art. This essay is designed to explore the depth of that niche. I have organized my discussion according to the following categories: women in relation to men's arts, division of labor in the arts, women's arts and the domestic sphere, women's arts and initiation, women's designs and techniques, and women's arts and economics.
These categories reflect the interdisciplinary nature of African art studies. Anthropologists have drawn our attention to such topics as initiation rituals, division of labor, and the related theme of complementarity in the arts. Along with sociologists and historians, they have brought into focus the important issues of economics and the changing patterns resulting from socioeconomic change. Topics related to artistry, designs, and techniques fall largely within the domain of art history and archaeology, whereas the issue of women and the domestic economy derives mainly from feminist scholarship, which is itself interdisciplinary in nature.
While varying disciplines can be credited with drawing our attention to these categories, the scholars whose works are discussed within them are not necessarily confined to those disciplines. For example, eight of the ten studies cited in the section on initiation arts were done by art historians in spite of the anthropological nature of the subject matter.
Moreover, only a portion of the studies in this essay directly address issues of gender. The essay emphasizes these genderspecific studies while also drawing on and contextualizing data derived from the more descriptive works.
Women in relation to men's arts
Cultures throughout sub-Saharan Africa use sculptures, masks, and other artistic forms to control, manipulate, and make publicly accessible spirits that are an important source of power. For many years, Western scholars thought masquerades were entirely malecontrolled and exclusionary of women. In truth, the study of masquerades was dominated by male researchers who relied on male informants and thus were blind to the female sphere. Anita Glaze was the first female art historian to study in the field and to recognize the significant role women can play in ostensibly male artistic spheres. 3 Glaze went to Ivory Coast in the late sixties to study Senufo art and ritual. The existing literature had led her to believe that Senufo art consisted largely of wooden masks and sculptures controlled by the men's Poro society and used for their benefit. (Poro is a secret male governing society found among the Senufo and a number of other ethnic groups throughout Western Ivory Coast, Liberia, and Sierre Leone.) To all appearances, Senufo women played no part in Poro-related art. But Glaze's efforts to penetrate beyond the surface of things revealed much more.
Her main focus was the funeral event, where she saw all Senufo arts coming together in a dramatic way for the benefit of the dead. Glaze's careful analysis of the various contributing components of this multimedia event caused her to move beyond the study of masks and sculptures. Within this broader vision, women's participation became glaringly apparent.
Glaze's survey of the total range of Senufo arts revealed a series of lineage-based occupational groups of both female and male farmers and artisans. For each male art, a female counterpart existed that few scholars before her had recognized. She observed that blacksmiths' wives were specialists in ritual basketry while brasscasters' wives were potters.
She also recognized the coexistence of two separate but complementary arenas of power, one controlled by men and the other by women, each exercising authority within different social domains. Poro, the men's secret society, was responsible for maintaining social and political order, whereas Sandogo, a predominantly women's divination society, was more concerned with order and continuity along kinship lines. Each derived its power from supernatural forces but manipulated those forces through different categories of art. For example, masks fell within the male domain while sculpture was a female province.
Complementarity between the two power spheres meant that men could function as diviners and women as participants in Poro events. Women's participation derived from the Senufo belief that women possess clairvoyant powers enabling them to communicate best with the spirits. Because of these powers, they serve as spiritual consultants and even belong to the Poro society itself. Moreover, their spiritual powers could give them control over the use of sculpture. Sande diviners (mainly women) were responsible for arranging Poro sculptures on the shrine as dictated by the spirits with whom they were in communication. So, while Senufo men carved the Poro-related sculpture, it was the women who understood its placement and thus how to increase its communicative potential. Likewise, representations of idealized women enhanced the effectiveness of Poro sculpture.4
Glaze's work was important for recognizing a female arena of power and arts produced by women as complements to those of men. She concluded that men's and women's arts "combine in a vital process whereby conflicts and tensions, in both a real and an ideological sense, are harmonized and resolved."5 Still, it was the Poro-associated masquerades, the most obstrusive in the funeral event, that drew much of her attention. Less consideration was given to the women's artistic sphere contributing to that event or in general. She alluded to various women's masking traditions but gave no inkling of their ultimate purpose or the ways they compared to or interacted with men's. She drew our attention to women's production, in ceramics and basketry, for example, but elaborated little on the dynamics of that production or on women's use of those objects. Finally, in her desire to see Senufo arts function harmoniously, she avoided examining any gender-related conflicts that the arts purportedly resolved.
Nonetheless, such questions-whether implicitly raised or not-opened new avenues of research on gender issues in masquerading that few had ventured upon until Monni Adam's recent work on the "We/Guere" of Ivory Coast. Like Glaze, Adams acknowledges that women participate predominantly in the public sphere of men's masquerade festivals.6 But she goes further than Glaze and links their ceremonial roles more specifically to their culturally constructed female roles in everyday life. In the ceremony they act as official preparers of the festival food, without which the event could not take place. Women transform and contribute resources for the ceremony as they do within the household sphere. Also, their nurturing, supportive roles as women and mothers are reflected in the way they praise or taunt the mask spirit and administer the medicine that protects the maskers against sorcery attacks. Adams contrasts this behavior to the more aggressive and forceful character of the male spirit figure (gela), which more closely mimics the male world.
Adams also gives close attention to We women's domestic arts and to their own form of masking as expressions of female power. The women's masquerade (woodhoe) has its own unique female aesthetic (a painted face and an elaborate headdress, which is inherited through the female line), combined with qualities imitative of the men's (e.g., the woman's mask performs in the public arena, but much later than the male mask, and wears the same type of skirt; Adams sees that the muted aesthetic of the woodhoe masquerade enables women to perform on the same level as men and, by so doing, to "gain public recognition through aesthetic display and to exercise the kind of spiritual forces available to men").7
Division of labor in the arts
Artistic endeavor, like all production in Africa, is clearly divided by gender. There are always exceptions to the rule,8 but generally speaking women work with clay and other natural substances for making pottery and painting exterior walls, while men work with wood and metals to make sculpture. Where a particular category of art is shared-weaving, for example-the technologies are likely to differ. In West Africa, men weave long, narrow strips on a horizontal foot-treadle loom while women weave a wider cloth on a vertical fixed-frame loom with a continuous warp. '5 Yet some complementarity is suggested. Blacksmiths refer to the iron bloom as a creation resulting from the copulation of the male phallic-like bellows and the female belly-like furnace.'6 The wives of blacksmiths are often potters, which is a significant component of blacksmithing that scholars frequently overlook. Moreover, the female potters seem to share the male blacksmiths' ideology. In a recent study, Nigel Barley notes that women potters taboo menstruating women from approaching the most dangerous stage of their process, the firing.'7 Also, like blacksmiths, the potters derive curative powers from their products, exercised in femalerelated areas such as childbirth and womb disorders. If we are ever going to broaden our understanding of power strategies within the female artistic sphere, we must pay more attention to the ideological concerns of women potters and other female artisans linked to blacksmithing.
Paula Ben-Amos gives further insight into the ideology behind artistic creativity in her study of female (and male) artists (omebo) who make clay sculptures and chalk markings for Olokun, the Benin god linked with creation. Their art is defined as a creative process synonymous with divine creation (the Edo word for create, yi, means creation in both the divine and artistic sense). Linked in this way, Olokun artists' work, while done in soft, malleable materials, is of the highest order in its parallel to that of the creator god himself. As Ben-Amos states: "While it is true that the material omebo use to mold these shrines-clay from the riverbank-is soft, pliable and common, it is not associated with 'home, garden, cooking, and childraising' in the Benin view, but with the moment of creation, for it is the very material that Osanobua, the father of Olokun, used to form the first human beings. Thus, the creativity of Finally, Monni Adams discusses women's domestic arts from a different viewpoint by looking at ways in which the aesthetic of domestic arts affords them social status. Adams notes that We women decorate forms linked to areas where they exercise authority: the surfaces of their cooking pots, the walls of their houses, and the faces of young girls undergoing initiation.30 By applying decoration to these areas, they draw attention and approval to their domain-people remark on them as they pass by-but in a silent way so as not to violate the acknowledged leadership both men and women accord the men. In other words, it is the women's more subtle or muted aesthetic that affords them recognition and status in the community.31
Women's arts and initiation
Women's aesthetic attention is also felt in women's puberty and other life-cycle rituals, processes through which women foster and take charge of the female-specific community. Arts associated with women's initiation rituals include various kinds of body and facial coverings in perishable materials.
A tradition of face painting is commonly practiced in Sande and related women's initiation societies found throughout Liberia and Sierre Leone. As noted earlier, Sande is the female counterpart of men's Poro, and, interestingly enough, both use the women's face-painting art during liminal stages in their initiation process.32 R. S. Leopold offers an intriguing interpretation of the meaning of such face painting that could explain why men use the women's facial mask.33 Leopold reads the smeared white clay as a metaphor for an unbaked pot, implying some comparison in its unfinished state to initiates who have yet to become adults. Inasmuch as women make pots and work with clay, it is tempting to suggest that the initiates become the clay containers that women symbolically mold into adult beings, just as they mold their offspring in reality. paint the women's scarification designs on granary surfaces to ensure a fertile crop. Ga'anda women apply the same body markings-that is, their own-to the surfaces of burial pots to ensure that the male or female soul contained within is properly nurtured on its journey to the spiritual realm.45 Combined, these studies reinforce the idea that female-associated imagery and related tasks, such as wall enhancement, are sufficiently imbued with power to provide a basis for a symbolic system shared across gender lines and by the dead as well as the living.
Women's designs and techniques
What little work has been done on women's art production and methods of apprenticeship suggest strongly female-and familyoriented processes of instruction, a socializing pattern not inconsistent with those seen in initiation. Margot Gill observes that young Kamba girls of Kenya identify their own pots as the work of their mothers by signing them with their mothers' signatures. They cease doing this only after they have married and left the compound, at which point they are fully defined women.46 Spindel argues that the typical mother-to-daughter mode of instruction can preserve and control the designs. This mode is reflected in the technology itself in a way that encourages continuity at the expense of innovation. She notes that young Senufo potters inherit their basic tool, an old pot that they reuse as a mold, from their mothers, implying that the young girls are channeled by the shape of the pot/mold to form their pots as their mothers did.47 Any individuality occurs only in subtle ways, as Thompson has noted in his meticulous study of innovation and change in Abatan's ritual pots for the god Eyinle.48 His evidence shows that Abatan's pots, as important "emblems of kingship and divinity," vary only slightly from those of her female predecessors. And yet change, however subtle, does have its place in her tradition, at least with respect to her ritual pots.
Control mechanisms transmitted via the senior women are also evident in media involving group activity. Fred Smith's data indicate that Gurensi (Ghana) wall designs are first mapped out by the senior wife before being executed collectively by her co-wives 45 Berns (n. 39 above).
46 Gill (n. 21 above). 47 Spindel, "Kpeenbele Senufo Potters" (n. 17 above). 48 Thompson (n. 21 above). and the wives of her husband's brothers.49 In this sense, the design is a collective expression of group identity. The exception is seen when the senior wife designs her own room, in which case the choice of designs and their execution are her work alone, as a statement about herself.
Patricia Darish observes a similar dynamic in Kuba (Zaire) cloth production.5 There the female clan head directs the creative production of the embroidered cloths, suggesting that Kuba cloth designs are clan specific.51 However, Kuba textile production is not an exclusively female operation; it involves both complementarity and interdependency among women and men. The women embroider their designs on cloths that men have woven, although men may also add patterns in the weaving process itself. These embellished cloths are then combined to make the full wrapper, the women being responsible for constructing the female variety and the men for producing the male's. Darish concludes that these clan-specific gender messages are fully and eloquently expressed at funerals, when vast quantities of men's and women's cloths enshroud the corpse. By virtue of its construction and display, Kuba cloth is a "manifestation of enduring social relationships," the most significant expression of which occurs in honoring the dead.52
Women's arts and economics
The economics of women's arts has received minimal attention, particularly from art historians. Yet economics is essential for explaining some aesthetic rules, organizational patterns, and the important question of sexual division of labor in the arts. As discussed earlier, domesticity is not easily separated from more 49 Benetta Jules-Rosette, a sociologist, observes that urbanization permitted Bemba men of Zambia to take up the female art of making pottery such that both women and men now do it.62 But she points out enough divergences in women's and men's pottery to suggest that men's and women's artistic spheres tend to evolve in separate ways in sub-Saharan African societies. Jules-Rosette notes that women continue to train from mother to daughter and to draw on their tradition of simple pot forms. In order to meet urban demands, however, the women have reduced their vast repertoire to the making of only traditional beer pots and have also carved out for themselves a new profession of making and selling the beer associated with them. In contrast, the men apprentice nonfamily members and produce representational pots, in nontraditional designs that convey nostalgic scenarios of traditional village life.6
While it is a much rarer occurrence, changing socioeconomic conditions can allow women to gain entry into traditionally male arts. Norma Wolff observes that the Hausa aluminum spoon industry, once rooted in the traditionally male art of silversmithing, now includes women as well as men.64 She cites three reasons: the lessening of traditional sanctions on metalworking; technological change, such as the introduction of a new metal (aluminum); and the availability of secluded Hausa women as a labor force. But again, men's and women's technologies and designs remain separate. The men stipple the background while women stipple the design itself. Moreover, men tend to adhere to traditional Muslim designs while women, not sanctioned by traditions, are freer to select from a broader range of patterns, including, in spite of their seclusion, public and topical themes (e.g., the Emir's walking stick). 65 What happens when men and women take up an art form never previously known in that area? Do divergences begin to appear? This was my own observation in southeastern Nigeria, where a long history of trade had prompted the introduction of narrow strip weaving never before known in the area.66 While traditionally only men weave on such a loom throughout West Africa, I observed both men and women employing it in this region. I also noted that the woman's pace was much slower than the man's. She cited as her reason for working so slowly the demands of her domestic work, which inhibited her ability to work as steadily and, therefore, as efficiently as men. This suggests that while we see women's arts evolve and change, we also see threads of continuity reflecting women's traditional roles and their relationships with men. 
